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Ü :-. SEPTEMBER 7, 1866, Johannes's younger bro­
ther Fritz ("the wrong Brahms") wrote their sister 
from Caracas, suggesting that Johannes locate in 
Venezuela, where the tropics '' ould profit his com­
positions.1 Howcver, unlike Anton Rubinstein, 
Tchaikovsky, Drni'ák, and Saint-Saens, Johannes 
''as never to set foot in the Western Hemisphere; 
and onc hundrcd years after hi5 death it is the recep­
tion history of his repertoire on the American stage 
that now concerns us. 

CHAMBER MUSIC 

Brahms first met the American public with his cham­
ber music, and it ''as his chambcr repenoire that 
began stimulating a divergencc of critica! opinan 
that continued almost to the end of the century. 

The Ma~n-Bergmann Quinteltc2 gave the \\Orld 

'Johannes Brahms in seiner Familie, editcd Kurt Stephenson 
(Hamburg: Dr. Ernst HauS\\edcll & Co., 1973), p. 122: 

f·Rll /. AN ELISE, Caracas, 7. September 1866 
.•• Johanne~ konnte ubrigens mal einige Zeil (hier) leben; ich glaubc, 
h1er in den Ur.,.,aldern konnten ihm herrlichc mu~ikali~che Gedanken 
kommen ... 

1 According to Thcodore Thoma~·\ A .\.f1mcal Aurobiogra­
phy (Chicago: A. C. McClurg & Co., 1905, R/ 1964), pp. 38-
39, this group wa~ not lnov.n a\ the Ma,on-Thoma\ Quintette 
until 1857, when Bergmann left temporanly. H. Earle John~on·~ 
a~~ert1on in Firsr Performance:; in America ro 1900 Works wah 
orche:.rra (Detroit: College Mu\ic Society, 1979), p. 90, ~hould 
preterably read "Members of the Ma\on-Bergmann Quinteue," 
not the "Ma~on-Thoma~ Quintette." 

premiere of Brahms's Trio, No. I, in B majar, Op. 
8, at Dod\\orth's Rooms in New York, November 
27, 1855. Significantly, this sole world premiere !O 

have taken place in Amcrica is thc carliest reference 
to Brahms's music in thc Unitcd Staces. William 
Ma~on (b Bastan, 1829; d Ncw York, 1908) had 
scudicd music extensivcly in Europc, firsc in Leipzig 
and Prague, and later in Weimar as a pupil of Franz 
Liszt. Himself present on the infamous occasion 
"hen the young Brahm'> had dozed through Liszt 's 
performance, Masan recalls: 

Partly on account of the untoward Wcimar incident, and 
partly for thc sake of hi~ º''º individuality, 1 took a 
peculiar interest in Brahm~. Hi'> work is wonderfully con­
dcnsed, hi~ constructivc power, masterly .... But therc 
are differences of opinion as regards his emotional sus­
cepcibilitie!>, and it is just thi~ facl that pre,ents many 
from fully accepting him. The emocional and intellcctual 
'>hould be in equipoise in order to attain the highest 
results, bue in che music of Brahm'> the latter seem'> to 
predominate. 1 

Rct urning to Boston in 1854. Mason asked his fricnd 
Carl Hcrgmann (b Eber:..bach, Germany, 1821; d 
Ncw York, 1876), cellist and conductor, to hclp him 
form a group far chamber performanccs. Ma:..on 
"wishcd especially to introduce to the puhlic the 
'Grand Trio in B Major, Op. 8,'-4 by Johannes 
Brahms, and to play other concerted works, both 

1 William l\la~on: Memorie~ of a M1111cal life (Nev. York: 
The Century Co., 1901), p. 139. 

4/bid.,p. 193. 
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classical and modern, for this kind of work inter­
csted [him] more than mere piano playing." Thc 
other members of the Mason-Bergmann Quintette 
wcre Thcodorc Thomas~ and Joseph Mosenthal, vio­
lins, and George Matzka, viola. This premiere at 
New York City was followed a month later by two 
more performances, both in Boston at the piano 
manufacturcr Chickering's Saloon, the first by 
Mason an<l mcmbcrs of the Mendelssohn Quintette 
(Deccmbcr 26), and the second three days later 
(Dcccmber 29) by the so-called German Trio­
Messrs. Gartner, Ha use, and Jungnickel. 6 

Critica! rcaction did not bode well for the young 
composer. Therc was sorne confusion as to Brahms's 
age (the Trio, No. l was composed 1853- 1854; 
therefore Brahms could have been no younger than 
twenty when it was completed-not fifteen as was 
suggested by Dwight 's Journal of Music, nor eigh­
teen as believed by the critic of the New York 
Times). The reviewer for the New York Dispatch 
(December 1, 1855) was baffled-"The Brahms 
composition is of the ultra new school, of which we 
may say bricfly that we do not yet understand it," 
while the New York Times critic (November 28, 
1855) damned the work with faint praise: "With 
many good points, and much sound musicianship, 
it possesses also the usual def ects of a young writer, 
among which may be enumerated lcngth and solidar­
ity." Bot h thc New York premiere and the first of 
the Boston performances received notice in Dwight's 
Journal of Music. Each review makcs un favorable 
comparisons with Beethoven. The New York Co­
respondent (December l, 1855) complained: "1 will 
only remark that the Trio is not novel in its form or 
constructions, and reminds me, especially in the 
Adagio, of Beethoven," and the Boston reviewer 
notes (December 29, 1855) that: 

The Schcr10 is more after the type of the great writers, 
and thc Trio movcs in swclling chords, as if to remind 
one of Bccthovcn's B flat Trio. But we found nothing 
ncw or very beautiful in it. ... We felt as ifwe had been 
pointed and pullcd first this way an<l then that way, 

1 The son of a German rnu~ician (b Escns, Germany, 1835; d 
Chicago 1905), Thoma~ was a child prodigy on the violin. Thc 
family cmigratcd to America in 1845 and within nine years 
Thomas had joined thc first violin section of the New York Phil­
harmonic Society; but it was to be as a conductor, not a vio­
linist, that Thomas would eventually be remembered. 

6 Dwight's Journal of Music, January 5, 1856, p. 109. 

wherc something great was to be seen, until we actually 
saw nothing. 

William Keyser' provided the sole published note of 
approbation: In a letter to the editor that appeared 
in Dwight's Journal of Music, January 5, 1856, he 
says: 

MR. EDITOR:-Your notice of the Piano-Fortc Trio by 
BRAHMS ... cnds thus: "Brahms is still 'future' to our 
hum ble comprchension." 1 heard this composition at the 
Soiréc of thc "Gcrman Trio," and make bold to say that 
to my humble comprehension that "futurc" promises 
another BEETHOVEN. 

With this predmoninantly negative rcccption from 
the prcss, it is hardly surprising that Brahms's cham­
bcr works did not frequently enter concert programs 
during the ncxt twenty years. Eighteen years after the 
prcmicrc of the Trio, Op. 8, the Mendclssohn Quin­
tettc Club, onc of thc first profcssional chamber 
groups in America, did include two movements of 
the Sextet, Op. 36 (composed 1864-1865, publishe<l 
1866), on a March 1873 program at the Meionaon, 
Boston. This concert belonged to a series designed 
to bring new music to the public; and now (seven 
years after the work's publication) the reviewer in 
Dwight's Journal of Music (March 22, 1873) was at 
last enthusiastic-agreeing that the two movements 
"were among the most fresh ami vigorous of the 
new works presented in this series." 

No record of a performance of thc earlicr Op. 18 
Scxtet (composed 1858-1860, published 1861) sur­
faces until a Boston concert on February 12, 1879, 
by Euterpe, billed as a "first performance." True, 
Thomas Ryan, a founding member of the Mendels­
sohn Quintette wrote to Dwight's Journal of Music 
(March 29, 1879) stating that his group had per­
formed Op. 18 possibly "six or seven years ago 
in t he series of concerts given in the Meionaon." 
Although not documenting his assertion, Ryan says: 

Allow me to add herc that whcncver an opportunity pre­
scnts itself, whcre we think we have an audicnce who will 

' William Kcyser = Keyzer (b Amsterdam, July 12, 1790; d 
Roxbury, USA, July 12, 1870), a merchant and amateur violin­
ist, hacl, according to his obituary in Dwighr 's Journal of Music, 
July 16, 1870, p. 279, "been a pupil of Spohr, Rode, Lafont, 
and other~." He took over conductorship of che Boston Acad­
emy Concert~ from Henry Schmidt (1842?) and was responsi­
ble for introducing Beethoven's Seventh Symphony to America. 
The obituary also credits him with having contributed to 
Dwight's Journal of Music. 
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enjoy the best, we always play sorne of it, although it 
may not be on the programme .... Now regarding the 
Brahms Sextets, \\e were so much pleased with thc music 
that throughout one entire \\'estern tour, when we \\ished 
to give a treat of new music, we played the Andante with 
variations from one of these works, or the Schcrzo from 
the other. That is what we thought of Brahms . 

lt is also true that Thcodorc Thomas performcd the 
Theme and Variations movcment from the Sextet, 
Op. 18, with thc strings of his orchestra before both 
of these events, first on November 20, 1874, at the 
Philadelphia Academy of l\Iusic, anda month later 
(December 19, 1874) at thc Brooklyn Academy of 
Music. 

Brahms's Cella Sonata, No. l, Op. 38 (composed 
1862- 1865, published 1866), entercd a recital given 
on January 14, 1876, by the German-American 
pianist, Johann Ernst Perabo (b Wiesbaden 1845; 
d Boston, MA, 1920) and the cellist J. Hartdegen, 
which also included the American prcmiere of Fried­
rich Kiel's Piano and Cella Sonata in A minor, Op. 
52. This concert was the fifth of a series of matinecs 
given by Perabo, former student of the Leipzig Con­
servatory and renowned teacher, 8 at thc fourth of 
\\ hich (January 7) had been premiered Anton Rubin­
stein 's Sonata, No. 1, for \'Íolin and piano, Op. 13, 
in G major, playe<l by Perabo and t he violinist J. 
Mullaly.9 Dwight did not attcnd the January 14 con­
cert (merely stating thc program) and his journal had 
ceased publication before the first performance of 
Brahms's Sonata, No. 3, for violin and piano, Op. 
108 (composed 1886- 1888, publishcd 1889)-a pre­
miere that "a~ reali1.e<l from a "proof copy" by 
Michael Banner and FcrJinand Dulcken in the club 
rooms of the Mcndclssohn Glee Club, Ncw York, 
March 24, 1889. 10 

The Kneiscl Quartet (Franz Knciscl and Otto 

1 Mr\. H. H. A. Beach, 1hc: compo~cr and pianisl, "'ªs one of 
his pupih; \he herself performed Brahm~\ lnterme::.zo, Op. 76, 
No. 3 at Bo\lon '\ A~sociauon Hall, March 31, 1886. 

9 Dwight 's Journul uf ,\,fusic, Februar)' S, 1876, p. 175, \lale\ 
1ha11his "ª'a \ona1a for \iola and piano, Mullaly having jusi 
played the Three .Wurceuux de Salon, Op. 11, for piano and 
\ÍOJa. 

'ºDwight's Journul oj Atusic (February 28, 1880), pp. 37-
38, carried a repon of Brahm\\ Sonala, Op. 78, for violin and 
piano, performcd in London by"'º" !:lulo'' and Mme. Norman­
Néruda, 1hat no1cd with pleawre 1he i:ompara1ivc bre\ily of the 
composition, "but its \lructure b for the most parl simple, and 
it obviously seeks rather 10 plea\e by ih bcauly than to as1on­
ish by its inlricacy." 

Roth, violins, Louis Svecenski, viola, Alwin Schroe­
der, cello) performed one of Brahms's string quar­
tets at Carncgie Chambcr Hall on November 9, 
1893. 11 

ORCHESTRAL t-.IUSIC: OVERTURES AND 
l\llSCELLANEOUS COMPOSITIONS 

Car! Bergmann, the Gcrman-born cellist and con­
ductor who introJuccd Brahms's orchestral music to 
America, includcd the Serenade for Small Orches­
tra, No. 2, Op. 16, on the New York Philharmonic 
Society's program at lrving Hall, Fcbruary 1, 1862, 
only two years aftcr its Hamburg premierc. Even at 
this early stage, the New York Times critic {February 
3, 1862) dug hb heels in and declared: 

One can hardly imagine a su fficient provocation for a 
work so night-di<,turbing and dismal. lt is of inordina1e 
length, ha\irtg no fewer than five mmements, and the 
treatment, ''hilst it is frequently ingcnious, displays but 
little novelty. The emotions of the victim subjected w the 
honor of a performance of ~uch a lugubrious serenade, 
may be feebly described in thc word idiotcy [sic]. but his 
wrath, if he livcd in an age of revolvers, ,,ouJd ccrtainly 
be fatal to sorne of the performers. 

Thc New York Musical Review 1md World (Feb­
ruary 15, 1862) ''as more charitable, but sríll empha­
sizcd how ultra-modcrn was this work: 

lt contain~ ali thc rc~ource~ of modcrn technique, fine 
traits of harmony, in~pirations very intcrcsting to the 
mu~icians, but we can imagine it 5oundcd in many in­
~tanccs rather queer 10 the uninitiatcd. 

Twenty-four years latcr thc Boston Traveller would 
thus a~'>C'>'> the work (November 8, 1886): 

Owing to it!. length, it!. genera l homogeneicy of color, and 
its abounding correctness, it is more marked for thc lec­
cure room than the conccrt hall. 

In thc 1870s Theo<lorc Thomas began conducting 
Brahm<, 's orche!.tral worh \\ith sorne regularity. He 
programmed thc Serenade for Small Orchestra, 
No. 1, Op. 11, at Steinway Hall, May 29, 1873, dur­
ing 1he New Yorl.. Symphony Orchestra's summer 
sca<,on. Howcver, it wa!. rcccivcd as "a rather clab-

11 George C. D. Odcll, Amruls of the New York Stage, Vol­
umc xv (1891 1894) (New York: Columbia University Pre .. ~). 
p. 761. 
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orate work for recital to a summer audicnce" (New 
York Times, May 30, 1873) and during the next nine 
years secmingly went unrepeated. George Henschel, 
baritone, composer, and conductor of the newly 
founded Boston Symphony Orchestra (1881-1884), 
revived it at the Music Hall, Boston, October 28, 
1882. Even this late in the century, the critic for the 
Boston Advertiser (October 29, 1882) was bewil­
dered by a work rated by him as "generally unintel­
ligiblc and not cnjoyable," and that meandercd 
"through doors of modulation, round corncrs of 
accidentals, and through mazes of chromatics that 
lead nowhere.'' 

Thomas introduccd the Variations on a Theme by 
J. Haydn, Op. 56a, to Boston, Brooklyn, and New 
York in the year of its publication, 1874. The Boston 
Traveller (February 2, 1874) thought it was "ab­
struse and irrelevant," while the Boston Transcript 
of the same date suggested quite forcefully that: 

Jf this composer must juggle with musical themes he 
should takc those of his own composition rather than 
meddle with thc bcautiful ideas of a master mind like 
Haydn.12 

During 1874, Thomas on two occasions also pro­
grammed with string orchestra the Theme and 
Variations movement from the Sextet , Op. 18 (No­
vember 20, Philadelphia; December 19, Brooklyn). 

Throughout the first half of 1875, again just 
one year after publication, Thomas's orchestra pcr­
formed Joachim's arrangement of Brahms's Three 
Hungarian Dances (Nos. l, 2, 3) from the original 
piano four-hands version.' 3 For once the New York 
Times was generous in its fleeting comment that 
these were "decidedly characteristic in rhythm and 
instrumentation with a richness of coloring well-nigh 
insurpassable." lt is of course ironic that the com­
pliment belongs really to Joachim's orchestration 
rather than to the composition as a whole. Staunch 
musical conservat ism raises its head in Dwight's 
Journal of Music, which declared (February 6, 
1875): 

' 2 Brahms's theme, the Chora/e St. Antoni, is listed in An­
thony van Hobokcn, Joseph Haydn ... Werkverzeichnis, 1 

(1957), p. 330, but according to H. C. Robbins Landon, Haydn: 
the ear/y years (Bloomington: Indiana University Press, 1980), 
p. 271, "there is no satisfactory evidence whatever of Haydn's 
authorship." 

13 0n July 2, 1889, Thomas performed these dances at Chi­
cago in a version orchestrated by Dvoi'ák. 

The dances by Brahms did not give us half the pleasure 
which a good old set of the Strauss waltzes would on any 
fit occasion. 

Drahms composed the two overtures, the Aca­
demic Festival, Op. 80, and the Tragic, Op. 81, in 
1880 anu published them during the following year. 
By August 18, 1881 , Thomas had scheduled the Aca­
demic Festival Overture on his Summer Garden 
Conccrt in Chicago. Surprisingly, the Chicago Trib­
une in an anticipatory article, August 16, 1881, carne 
ncar to expressing approbation for this "novel and 
curious work": 

The work is a musical curiosity, and unlikc any other of 
Brahms's works, "local color" takes the place of classi­
cal form. It is in reality a sort of potpourri of students' 
songs woven together in a contrapunta] web. 1t is a fresh 
and cheerful work and apparently intended to be gay in 
its tone, though it has many serious passagcs, for he 
never forgets his musical tendencies. 

George Henschel premiered the Tragic Overture 
at the Boston Music Hall with thc Boston Symphony 
Orchcstra on October 28, 1881. Not only was he an 
ardent admirer of the composer's music, but he also 
knew him personally, having sung the Christus part 
in J . S. Bach's St. Matthew Passion with the Vienna 
Gesellschaft der Musikfreunde under Brahms's di­
rection. The prcss were not enamored of Brahms's 
music and on February 28, 1882, the Boston cor­
respondent of the Chicago magazine Music declared 
Henschel a "veritable Brahmín in his passion for 
Brah ms.'' 14 

The Tragic Overture was performed by Thomas 
a month after Henschel's premiere, and the split 
in critica! rcaction is striking. On the one hand 
the Boston Daily Advertiser (October 31 , 1881) 
announced: 

Written throughout with great clearness and beauty, ít 
might well have been a prelude to a grave and noble 
tragedy, 

while ora the o ther hand the New York Times (No­
vember 31 , 1881) characteristically thought the work 
"has more for students than for an audience of 
music lovcrs." Throughout the l 880s and l 890s this 
cleavage in critica! opinion begins to be more evenly 

1 4 M. A. DeWolfe Howe: The Boston Symphony Orchestra 
1881 1931 (Boston and New York: Houghton Mifflin Co., 
1931), p . 38. 
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balanced than in previous decades, when the weight 
of criticism remained predominantly adverse. 

ORCHESTRAL MUSIC: THE CONCERTOS 

Eleven years elapsed after its publication in 1860 
before Brahms's Piano Concerto, No. 1, in D 
minor, Op. 15, was brought before the American 
public-and these first exposures (Boston Music 
Hall, December 9, 1871; New York, Steinway Hall, 
January 12, 1872) by the Thomas Orchestra with 
Marie Krebs as soloist comprised only the first 
movement. Not until November 13, 1875, did the 
Concerto receive a complete performance-given 
by the New York Philharmonic Society under Car! 
Bergmann with Bostonian Marietta Falk-Auerbach 
as soloist. The composition was assessed thus (New 
York Times, November 14, 1875): 

a scholarly work, written under the iníluence of Schu­
mann as to its !hcmes, and wholly modern in its form, 
but it requires an artist of uncommon imagination and 
power to thro"' light upon its excellencies. 

lmagination and power Falk-Auerbach seems not to 
have possessed. Just as the reviews of the Trio, Op. 
8, had recalled Beethoven, so here onc notes com­
parison with a more "established" composer, Schu­
mann. However, the work is not dismissed; in fact 
it even possesses "exccllencies." 

More than any other genrc, the concerto demands 
suitably talented virtuoso performers. Wichout a 
champion, the first conccrto fell by the wayside. On 
the other hand, the Piano Concerto, No. 2, in B ílat, 
Op. 83, taken up by Rafael Joseffy and premiered 
at the New York Academy of Music with Thomas 
and the New York Philharmonic December 8, 1882, 
in the year of its publication, tolda different tale. 
Joseffy (b Junfalu, Hungary, 1853; d New York, 
1915) studied in Budapest, al the Leiplig Conserva­
tory, and at Weimar with Liszt, before emigrating 
to the United States in 1879. His Ne" York premierc 
of the second concerto met with enthusiastic praise 
of his performance (New York Times, December 9, 
1882), and even cautious cndorscment of the work 
itself, which: 

might be called by many peoplc of good mu~ical acquire­
mcnts too heavy for immedialc appreciation on a first 
hearing, but possesses so rnuch intrinsic merit that every 

one after this performance will wish to hear it at least a 
second time, and its serious character and grand style will 
always commend it to the thoughlful listener. 

Anothcr proponen! of the sccond concerto was Car! 
Baermann (1839-1913), the German-born grandson 
of the clarinetist for whom Weber wrote his Concer­
tino and Concertos1 s (and a pupil of Liszt befare 
emigrating to the United States in 1881). 

The American champion of Brahms's violin con­
certo was Franz Kneisel (b Bucharest, Romania, 
1865; d NC\\ York, 1926). Before age twenty Kneisel 
had been concertmaster of the Vienna Hoftheater 
and of the Berlin Bilscsche Kapelle. In 1885 the then 
conductor of the Boston Symphony Orchestra, Wil­
helm Gericke, engaged him as concertmaster for the 
orchestra. lt was under Gericke's successor, the 
Hungarian-born Arthur Nikisch, that he performed 
the Brahms Violin Concerto Deccmber 6, 1889-
thereafter frequently repeating it through 1893. 

At thc premiere Kneisel's execution was praised 
extensively, but the critic's final verdict had it that 
the concerto was "upon the whole a long and dull 
proposition" (Boston Transcript, Decembcr 9, 
1889). In direcc contrast, the New York Times ten 
days later proclaimed it "a magnificent composition, 
worthy to be placed by the side of the conccrtos of 
Beethovcn and Mendelssohn." 

The Concerto for Violín and Violoncello, Op. 
102, rcceived far fewer performances than either the 
second piano concerto or the violin concerto. Franz 
Kneisel joincd in a performance at least once, but it 
was the Thomas orchestra with Max Bendix and Víc­
tor Hcrbert as soloisls that premiered ita year after 
its publication, at Chickering Hall, New York, Janu­
ary 5, 1889. 

The New York Times revicw (January 6, 1889) 
typified the changing attitude to Drahms's music in 
the late 1880s and 1890s. Gencrally speaking, his 
new works are no longer condemned outright. Criti­
cisms become more selective, and good points are 
highlightcd. Although the reviewer found that: 

Thc treatmcnt ... is imolvcd and far from easy to fol­
low. The solo parts bu~tlc \\ith formidable difficulties, 
particularly thc 'cello part, and 1hey rc~ul! in small effcct, 

he is quick to point out that: 

11 He ~a\ che ~on of Carl llaermann 11 (1811-1885), abo a 
renowned clanne1is1 and a pedagogue, who~e Clarinel Melhod 
is still the ba~i~ of much modero clarinct tcaching. 
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Thc andante ... is one of Brahms's happy inspirations 
and is a really lovcly movcmcnt. 

CHORAL MUSIC 

But thc whole is morbid, with a studied strangcncss of 
harmony, giving a hopclcss sort of fceling which thc 
rcturn of thc slow, tranquil opcning movement in thc 
orchestra at thc closc can scarcely be said to relieve. As 
for thc voices, the work han.lly gives thcm opportunity to 
do thcir bcst, it being essentially an orchestral and not a 
vocal work. 16 

Just as with his chamber music, Brahms's chora! 
works got off to an inauspicious start in America. 
The above was a commcnt on the first performance 
of the Schicksalslied (Song of Dcstiny), Op. 54 (com­
posed 1869-18 71), gi ven by the Theodore Thomas 
Orchestra an<l a mixe<l choir (consisting mostly of 
thc Highland Chora! Society directed by J. B. Shar­
land) at thc Music Hall in Boston, Novcmber 11, 
1874. 

More than any other conductor, Thomas was 
rcsponsiblc for introducing new works to his Ameri­
can audicnccs, many within a few years of their com­
position.1 7 His philosophy was: 

to endeavor always to form a rcfincd musical taste among 
the people by intelligent selection of music; to give, in 
ordcr to achicvc this result, only standard works, both of 
the ncw and old mastcrs. 18 

On Novcmbcr 28, 1884, he conducted a concert of 
the Rrooklyn Philharmonic that included the Four 
Songsfor Three rema/e voices, horns and harp, Op. 
1719 (composed 1859- 1860). Although the rhird of 

16 Dw1gh1 's Journal of Music, No\ember 28, 1874, p. 342. 
17 He conduc1ed the Brooklyn Philharmonic Society, and 

sponsored his O\~n orches1ral series at Irving Hall, as well as 
lighter summcr programs beginning in 1865 at Central Park 
Garden~ in New York . Hi\ orchestra toured the length and 
breadth of the United States from 1869 until they were dis­
banded in 188!!. Thoma\ also directcd the 1876 Philadelphia 
Ceniennial Exhibition, 1he Cincinnati May Festival, and from 
1877- 1891 (with a shorl break) he conducted the New York 
Philharmonic. Tcmptcd away frnm New York in 18\1110 launch 
the Chicago Symphony Orchestra, he remained in that city until 
his death in 1905. 

1 ~ From an 1882 interview, citcd in Theodore Thomas: A 
Mus1cu/ Biogrnphy, ed. George Upton, lntroduc1ion by Leon 
Stein (New Yorl-: Da Capo Press, 1964), p. 152. 

19These were not the 13 Canonsfor Fema/e Voices, Op. 113, 
as ~tatcd in H. Earle Johnson, Pirst Performances in America, 

these met wilh approval, "the remaining numbers of 
the series would never have found a publisher ora 
conductor to produce them had they been fathered 
by a musician of less celebrity. They impressed us 
yestcrday as prctentious and dry achievements, with­
out significancc or charm." So complained the New 
York Times (November 29, 1884). Similarly dispar­
aging remarks met early performances of both the 
Rhapsody for Contralto, Male Voices and Orches­
tra, Op. 53 (composcd 1869) -one of those modero 
works "which 'swim in a sea of tone' from which 
the unfortunate singer has sometimes to be fished 
out, " 2º and thc Festivul and Commemorative Sen­
tences, Op. 109 (composed 1886-1888), which: 

may stir the patriotic Gcrman heart by mere force of sug­
gestion; but thcre <loes not secm to be any reason why 
Americans should become enthusiastic about them. They 
are writtcn in the solíd, scholarly stylc which is familiar 
to U!> in Brahmi.'!> works: but they do not appcar to be 
cff crvcscent wit h inspiration. 21 

On January 22, 1876, Dwight's Journal of Music 
publishcd under the title "Sorne Living Compos­
ers," extracts from the 64-page program booklet for 
"Carl Rctter's Six Performances of Pianoforte mu­
sic in strictly Chronological Order," given at Pitts­
burgh, Pennsylvania. The composers represented 
were Adolf Henselt, Joachim Raff, Car! Reinecke, 
Anton Rubinstein, and Johannes Brahms. The por­
trait of Brahms concluded with the following: 

His mosl celcbratcd work is the Triumph/ied, a German 
national requicm, having for its subject the state of 
mind of the German nation during and after the Franco­
Gcrman war. 

This work (composed 1868-1871, published 1871) 
for baritone soloist, double choir and orchestra, 
takes part of its text f rom Revclation x1x; a passage 
foretelling the fall of Babylon. According to one 
biographcr: 

To Brahm~. who hatcd and despísed the French dceply 

p. \X). Thc New York Times review quite clearly states the part 
\Ongs \\Cre accompanied by horns and harp. 

2º Boston Sunday Courier, Fcbruary 13, 1882 referring to a 
performance by 1hc BoMon Symphony Orches1ra, George Hen­
schel, conduc1or; Mary How, soloisl. Boston Music Hall, 
February 11, 1 !182. 

21 New York Times, Novcmber 30, 1890-Waltcr Damrosch 
conduc1ing thc Ncw York Symphony Society al !he Metropoli­
tan Opera House, November 29, 1890. 
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and cordially, the Babylon of the Apocalypse meant 
Paris, and t he modern Baby Ion on the Seine. 22 

lntroduced to America by Theodore Thomas as 
the opening work of the 1875 Cincinnati Musical 
Festival, May 11, the Triumphlied was praised by thc 
Baltimore Bulletin23 as being "a work of great 
genius, and written on the highest key of exultation 
and triumph." The reviewer spcnds the remainder 
of his critique praising thc chorus's cxecution of such 
a difficult work, for "a chorus that can sing this 
need f ear nothing." 

The Festival's eclectic mixture of works of thc 
"masters" side-by-side with those of living com­
posers proved problematic for at least one writer. 
The same issue of Dwight 's Journal of Music (May 
29, 1875) carried a word of warning from a wary 
critic concerned that the press coverage of this fes­
tival treated Bach and Beethovcn in the same cate­
gory as Liszt, Brahms, and Wagner. 

And one of the iníluences of such a festival, among a 
population rather ne" to music, will be, we fear, to fill 
them with this false impression that the gods of the new 
worship have really and finally taken their places in the 
same thir<l heaven, and sit on equa\ \lar thrones \\Íth the 
great before them. For observe, this schcme of pro­
grammes, while it includes great works of Bach, Beetho­
ven, Mendehsohn, opcns with the imposing Triumphlled 
by Brahms, and ends with Liszt's Prometheus. Its Alpha 
and Omega, we might say its keynote, is furnished by the 
New School. But have the Titan~ won Olympus yet? 

lt was to be still many years bcforc Brahms would 
be permitted his place on Mount Olympus by the 
American press. 

The Airo Rhapsody, Op. 53, nt)\\ so popular, 
enjoyed only a very few performances in nineteenth­
century America; so also the cantata Rinaldo, Op. 
50, and the setting of Schiller's text in Niinie, Op. 
82. None of Brahms ' s chora! works, however, was 
to prove eventually as popular as his Ein deutsches 
Requiem, Op. 45 (composed 1857- 1868). Parts werc 
sung in two performanccs given by chora! societies 
in 1875 (The New York LiedcrkranL Society, con­
ducted by Agrior Paur on January 24, and thc 
Mih,aukec Musical Society, conducte<l by William 

22 Walter Niemann, Brahms, 1ran,la1ed Catherine Ali\on 
Philip\ (New Yorl: A!fred A. Knopf, 1946), p. 441. 

i1 Reprinted in Dwight 's Journal of Music, May 29, 1875, p. 

25. 

Mickler on October 8); a complete performance 
awaitcd March 15, 1877, when Leopold Damrosch 
conducted thc New York Oratorio Society at Stcin­
way Hall. Despite the New York Times's contention 
(March 16, 1877) that "lt is exceedingly scholarly, 
but its length and its monotonousness are such that 
it is scarcely likely to impress any but students," the 
review in Dwight's Journal of Music (March 14, 
1877) was enthusiastic. 

The Requiem by Brahms begins in an exceedingly simple, 
though noble and elevated style with the words "Blcssed 
are they that go mourning" for full chorus, and is set off 
by rnany beautiful passage~. which arise from the use of 
pleasing harmonic changes and the introduction of old 
hymns. 

Severa! parts of the work werc singled out for praise, 
including: 

No. 5, "Ye no\\ are sorrowful," for soprano solo, with 
chorus, holds us spellbound with its charming develop­
ment of the touching theme, principally wherc it is taken 
up in an idealizcd and comforting form by the tenors. 
Thc solo is beautifully interwoven and very effective. 

On the other hand, after the grandeur of the penul­
timate movement the reviewer finds that the final 
movcment: 

must be regarded asan anti-clímax; ~till the happy peace­
ful .,entiment pervading its tone cannot be considered 
inconsistent with thc state of mind inspired by the hear­
ing of a work at once so elevating and sympathetic. 

SOLO PIANO MUSIC 

Brahms's New York Times obituary (April 4, 1897) 
''ªs subtitled "The Famous Pianist and Composer 
Dead in Vienna After a Long an<l Serious lllncss." 
That Brahms ''ªs remcmbcred as a pianist, and only 
sccondly as a composer is surprising-especially con­
sidering William Mason'., asscssmcnt of his pianis­
tic abilitics: 

Thc pianoforte-playing of llrahrm \\a~ far from being 
fini'>hcd or even musical. Hi'> tone wa'> dry and devoid of 
!>Cntiment, his interpretation inadequatc, lacking <;tyle and 
contour. lt \\as the playing of a composer. and not that 
of a virtuoso. 24 

1' William Mason, op. cit., p. 137. However, 10 be fair, one 
\hould al'>O takc in!o accoun! another a<o'>C'>\ment. florence 

May, in her The Lije of Brahms (London: E. Arnold, 1905, 
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and the following letter from Cologne, originally 
published in the London periodical, Orchestra, and 
reprinted in Dwight 's Journal of Music January 20, 
1866, which had it that: 

His touch is hard, his execution inaccurate, he has very 
li!lle expression, but affects the greatest assurance and 
excitement a la Liszt, without being Liszt. 

America was introduced to Brahms's piano works 
by Hans von Bülow, who toured the United States 
at the invitiation of the Chickering piano firm and 
who inaugurated Chickering Hall in New York with 
a series of concerts. However, the only Brahms work 
that he played in New York was the Variations and 
Fugue on a !heme by G. F. Handel, Op. 24, given 
on December 3, 1875. Throughout his visit, the press 
had waxed lyrical over von Bülow's talents. On this 
occasion the New York Times reviewer (Deccmber 
4, 1875) contrasted his technical prowess with the 
dryness of Brahms's composition: 

Finer playing than that of Brahms's work can scarcely be 
imagincd, the wonderful clcarness of the pianist's execu­
tion being apparent in the rnost intricate passagcs, and 
numberless opportunities being offered to admire the 
beauty and evenness of his tone and thc nice effects of 
light and shade, thanks to which cven the dryest writing 
became attractive. 

The following month von Bülow gave a series of six 
concerts in Boston, the performance on January 12, 
1876, included the Variations and Fugue on a theme 
by G. F. Handel, which the reviewer felt to be "in­
genious, skilful [sic], tedious, and uninteresting. 
Beethoven, to be sure, wrote thirty-three upon one 
theme, but then he was Beethoven." (Dwight'slour­
nal of Music, February 5, 1876.) 

On later concert tours, von Bülow introduced the 
Sonata, Op. l, in C (New York, Broadway Theatre, 
April 5, 1887 and April 9, 1889; Boston, Music Hall, 
May 1, 1889). The reaction was still equivoca!; ac­
cording to the New York Times, April 10, 1889 

The Brahms sonata is difficult music, not only to play, 
but to receive. In Dr. von Bülow's hands it becomcs 
almost lucid, and it is certainly full of vitality and of 

R/ Neptune City, NJ: Paganiniana Publications, 1981, pp. 5-6) 
recalls her disappointmcnt whcn she heard Brahms play beforc 
guests. But next day she heard him pcrform "a wild piece by 
Scarlatti as 1 never heard anyone play bcfore. He rcally did give 
it as though he werc inspired; it was so mad and wild and so 
beautiful." 

latent warmth, which the doctor brings out rnagnifi­
ccntly. 

The Variations on a Theme of R. Schumann, Op. 
9-evcntually to become a favorite recital piece­
may have been performed in Chicago as early as 
1877 or 1878, before the Berlin premiere in Decem­
ber of 1879.25 On June 2, 1877 the director of the 
Chicago Beethoven Society, Car! Wolfsohn (b 1834; 
d 1907), played Brahms's Variations on a Theme 
of R. Schumann, an Adagio from an unidentificd 
Brahms Sonata, and various Ballades. 

Carlyle Petersilea (1844-1903) gave a series of 
"Five Analytical Concerts" at Steinert Hall, Boston 
in 1888, "Analytical remarks" being interspersed by 
"Mr. Louis C. Elson." The fifth of these concerts 
(February 1) contained the Variations on a Theme 
by Paganini, Op. 35, played by Milo Benedict. 26 

Ignace Jan Padercwski performed them at the Hy­
perion Theatre, New Haven, Connecticut (December 
3, 1895), and at Carnegie Hall, Pittsburgh (Decem­
ber 16, 1895). Paderewski also helped popularize the 
Variations and Fugue on a Theme by G. F. Handel, 
Op. 24, performing them at Carnegie Hall, New 
York December 16, 1894, Carnegie Hall, Pittsburgh 
December 18, 1895, and the Brooklyn lnstitute of 
Arts and Sciences December 28, 1895. 

Critica\ rcaction to the piano works begins being 
more favorable as the century draws to a close. One 
review (New York Times April 21, 1892) describes 
the Variations on a Theme of R. Schumann as 
"extremely beautiful." However, four years later 
(November 18, 1896) the New York Times impugns 
Moriz Rosenthal's playing for want of sensibility, 
saying "His best successes were won yesterday in the 
pieces which have no emotional significance, like the 
Brahms 'Variations.'" 

Von Bülow introduced the Sonata, Op. 5, in F 
minor to American audiences in March of 1890. 
Two years later Franz Rummel (1853-1901) included 
it in his Madison Square Garden Concert Hall reci-

25 The date of the Berlin premiere is given by Heinz Becker 
in "Brahms," New Grove Dictionary of Music and Musicians, 
m, p. 175. George Kehler, The Piano in Concert, n (Metuchen, 
NJ, and London: Scarecrow Press, 1982), p. 1407, lisis this con­
cert as occurring on June 2, 1877, but Dwight 's Journa/ of 
Music's Chicago correspondent stated in the Junc 9, 1877 issue, 
p. 37, that the recital on June 2 was devoted to Becthoven. 

26 Moriz Rosenthal performed them at Carnegíe Hall, New 
York, November 17, 1896, and al the Tabernacle, Nashville, 
Tennessee, January 16, 1899. 
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tal, April 20, 1892 (che New York Times critic re­
ferred to is as "broad and complex"). This sonata 
was thereafter taken up by Emil Sauer and Rafael 
Joseffy, both of whom performed it frequently. 
Emil Sauer's performance at New York, Carnegie 
Hall, February 2, 1899, \\as especially praised in che 
New York Times, the review emphasizing in a more 
gentle fashion the no\\ familiar idea of 1he music's 
lack of ovcrt emocional content: 

the sonata is laid out on large lines. Its polyphony is 
broad yet complex and full of subt le detail. Its melodic 
charactcr is wholly out of the convcntional mold, and ics 
emotional contcnt is of the profound introspective nature 
common to ali Brahm5 's music. 

ORCHESTRAL MUSIC: SYMPHONIES 

The race to give thc American premiere of Brahms's 
Symphony, No. 1, in C minor, Op. 68, climaxed che 
rivalry between New York's two great conductors of 
the late 1870s. In the Spring of 1871 the violinist and 
conductor Leopold Damrosch2" arrhed in Ncw 
York to become the director of the Arion Society­
one of the se\ eral choirs formed by che large popu­
lation of German immigrants. 

Damrosch was offered the conductorship of the 
New York Philharmonic in 1876, after the resigna­
tion of the ailing Bergmann. The 1876- 1877 season 
was musically adventurous and included many pre­
mieres, but was financially a <lisaster, with che or­
chestral receipts slippíng lower than they had done 
under the last years of Bergmann's tcnure. The pub­
lic had opted íor Thomas's competing and more 
conscrvative programming. Thus in April 1877 
Thomas was elected conductor of the Philharmonic 
Society to replace Damrosch, whose reaction was to 
form his own orchec;tra for the 1877-1878 season. 

At che beginníng of Deccmber 1877 the music 
dealer Gustav Schirmer receivcd from the publisher 
Simrock the fin.t set of orchestral parts to Brahms's 
Symphony, No. J. These parts were, Schirmer in­
formed Damrosch, promiscd to Thomas, so could 

i· Leopold Damrosch (b Po\en 1832; d Ne'.' York 1885}, \\hO 

at his father·~ behe\t had studicd la'.' and medicine at che 
University of Berlín, gave up an a)\Ured position in the clinic 
of che .... orld's leading ophthalmologi\C co praccicc music. A 
friend of Liszt, Damrmch had toured with Carl Tau~ig and 
Ham von Bulo.,. prior to his marriage to the 'oinger Helenc \On 
Heinburg (after which he settled in Bre)[au). 

not be sold to Damrosch. Frustrated by this rebuff, 
Damrosch mentioned thc situation to Mrs. James 
Nielson, an orchestration student of his, and a 
woman of sorne fortune. Soon after this conversa­
tion Damrosch received a package from Mrs. Niel­
son containing the orchestral score, which she had 
somehow obtained . (The most likely explanation 
is that she probably had a standing order with 
Schirmcr for a copy of any new score, and thus gavc 
Damrosch her copy .)28 Damrosch immediately di­
vided the score into three sections, and with copy­
ists working round the dock had parts ready for the 
Monday rehearsal preccding the Saturday premiere, 
Decembcr 15, 1877. Thomas gave the symphony six 
nights latcr with che Brooklyn Phílharmonic at the 
Brooklyn Academy of Music and again che follow­
ing evening with che Philharmonic Society at the 
New York Academy of Music. 

More than any other gcnrc, Brahms's symphonics, 
and the first symphony in particular, stimulated 
comparison with the established master composers, 
and debates as to the work's rights (if any) to stand 
beside the symphonies of Beethovcn. 29 The reviews 
also highlighte<l the concept of artistic inspíration as 
diametrically opposed to the "scholarly" working 
out of an idea. This is well illustrated by the New 
York Times review that appeared Dccember 16, 
1877, containing the following appraisal: 

The grand <,cale upon \vhich thb symphony is planned, ics 
broad effect!> and the ~cholarly and powcrful manner in 
which thc composer handlcs hi~ material are plain after 
a single hearing. On the other hand its vast proportions 
defcat any actcmpt at cxpres~ing a dcfinite opinion, were 
che place to be as~igncd it among the great compositions 
of thc age .... lt can safcly be 5aid that Herr Brahms' 
sympho ny rccall<, a!> little any of the immortal nine 
as Raff's wmphonic writings do Schumann's .... 
[Brahrns's symphony] did not strike us ycsten.lay as pos­
.,csscd of the brightnes~ and tunefulne~s \\hich commend 
'.\101art's symphonies to thc modcrn auditor, nor does it 
enthrall thc car by Schumann-like themes or satisfy cvery 
longing a~ do Beetho,en\ thoughts as he expressed them. 

za For accounts of thi' C\ent \Ce Waltcr Damrosch, .Hy Alllsi­
cal lije (New Yorl..: Charles Scribner's Sons, 1926), pp. 25-26, 
and George Martin, The Damrosch Dynasty (Boston: Hough­
ton Mifílin Co , l 983), pp. 45 46. 

29 Nkola\ Slonim,ky, Lexicon of M11s1cul ln1,ectii•e: Critica/ 
Asst1ult5 011 Composerl l'ince 8ee1ho1'e11 's Time (New YorL 
Coleman-Rm' Co., lnc., 1953), pp. 68-79, includcs negacive 
revicws of Amcrkan crick' on ali four of Brahm,·~ symphonies, 
ª' well a~ the Serenade, Op. 11, and the Piano Quarcct, Op. 26. 
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The Boston premiere on January 3, 1878, was 
reviewed in Dwight's Journal of Music (January 19, 
1878). According to Dwight 's critic, Boston au­
dicnces clamorcd for new works but "of those eager 
crowds, a large proportion coolly left thc hall before 
the Symphony was half over. ... The truth is, new 
mu sic is not pop u lar." The comments on the Sym­
phony itself suggcst a wide range of views; "sweep­
ing ju<lgments have becn uttered both in praise and 
condcmnation, sorne wildly shouting: 'The Tenth 
Symphony!' others pronouncing it dry, pedantic, 
deprcssing, and intolerable." This critic (of course) 
is not rcady to sidc with cithcr camp. He notes the 
mastcrly orchcstration, but says it does not contain 
"any fresh bits of original cffect or contrast such as 
wc get in Gade, or in Liszt, or Raff, or Wagner." 
He is impressed by the finale and praises it exten­
sively, but concludes: 

We cannot escape a total impression of the Symphony 
as something depressing and unedifying, a work coldly 
elaborated, artificial; earnest to be sure, in sorne sense 
great, and far more satisfactory than any symphony by 
Raff, or any others of the day which we have heard; but 
not to be rnentioned in the same day with any Symphony 
by Schumann, Mendelssohn, or the great one by Schu­
bert, not to speak of Beethoven." 

Nevertheless, Brahms has progressed in critica! sta­
ture even if he still cannot hold a candle to thc listed 
"masters." 

The secon<l Boston performance on January 16 by 
the Thomas orchestra was received in much the same 
vein. Dwight's Journal of Music noted (February 2, 
1878) that " lnterest us it did surely, hut uplift and 
inspire us it did not,'' and similarly in the same jour­
nal, February 16, the critic poetically notes "it did 
not spring from the clear heaven of invention; it 
shows more of painstaking calculation than of the 
imaginative faculty or quality." 

A comparison of Thomas's and Damrosch's 
interpretations of this symphony reprinted in 
Dwight's Journal of Music of January 5, 1878, 
appeared in The World December 23, 1877. One 
notices the distinction made between "talent" an<l 
"genius." 

As a general opinion of this symphony it must be ac­
knowledged to be a great work. lf Brahms has more 
talcnt than genius, then the talent is nearer to genius than 
anything wc have had since Schumann. 

In the autumn of 1878 Theodore Thomas left New 
York for Cincinnati where he was appointed direc­
tor of thc ncw College of Music (he would return to 
Ncw York ayear anda half later). His farewell con­
ccrt was given at Steinway Hall on November 3, 
1878, and it included the American premiere of 
Brahms's Symphony, No. 2, in D, Op. 73. Embar­
rassingly, the house was two-thir<ls empty according 
to thc New York Times critic (November 4, 1878)­
who mysteriously allu<les to the community's dis­
satisf action at "the position that he has lately as­
sumed" toward thcm (by moving to Cincinnati). The 
review, not surprisingly, considering the circum­
stanccs, focuses on the excellencies of the orchestra, 
but does note: 

This composition is of large proportions and noble spirit, 
combining lofty and original harmony with delicate and 
mclodious cxpression. 

Boston had to wait until the New Year to hear the 
symphony, programmed alongside Schumann's 
Overture to "Genoveva"-which according to the 
critic for Dwight's Journal of Music (January 18, 
1879) was "one of the greatest overtures since Bee­
thoven" and "can more properly be called the more 
striking f eature of the concert than the new Brahms 
Symphony." The Boston Traveller review (February 
27, 1879) focuses on t he now familiar idea that 
Brahms's music is "too serious and complex." 

Brahms may be said to live, move, and have his being in 
so overcharged, turgid, and artificial a harmonic atmo­
sphere that it secms impossiblc for him to be clear and 
natural so soon as he attempts to be profound or even 
serio u s. 

Despite this assessment, the Second Symphony was 
to remain in the East Coast symphonic repertoire 
and, by the time of Brahms's death, would be cite<l 
along with the Third Symphony as one of his best 
known works. 

When Lcopold Damrosch left the Arion Society 
in 1884 he was succeeded as conductor by Frank Van 
der Stucken (b Fredericksburg, TX, 1858; d Ham­
burg, Germany, 1929). Although during the final 
years of the nineteenlh century, Van der Stuckcn 
would establish a reputation as an advocate of 
American composers' music, in the fall of 1884 he 
conductcd a series of four Novelty Concerts at New 
York's Steinway Hall, the first of which concluded 
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with the American premierc of Brahms's Symphony, 
No. 3, in F, Op. 90. Adversc reaction still prevailed 
-although even Brahms's dctractors had to admit 
him at least a modicum of succcss. Thc New York 
Times (November 25, 1884) avows that the work: 

bears the signature of a musician who holds a vcry 
exalted rank a~ a composcr but can scarcely lay claim to 
credit for creativeness .... [lt) has none of the qualities 
that endow music wich vitality ... [and lacks) inspira­
tion of thought. 

In markcd concrast to the Symphony, No. l, 
Brahms's Symphony, No. 4, in E minor, Op. 98, 
crept its way slowly in to the repertory. lt was 
rehearsed for a Boston Symphony Orchestra concert 
to take place Novembcr 26, 1885, but was with­
drawn and not performed until January 22, 1886. 
The revicw that appeared in the Boston Transcript 
(January 25, 1886) illustrates a shift in emphasis. 
Brahms is no longer thc ultra-modero composer, 
but something of a conservative out of touch with 
the needs of tomorro" 's composers. The third 
mo\ement is criticized for its "lapse into science" 
compared to thc unusual serenity of the first two 
movements, and: 

The fourt h mo\ ement is in variation form, and chough 
an evidence of con,ummate skill, is wearying and not 
likely to be imitated by youchs of a pcriod which is seek­
ing ncw model!> upon which to model their style.Jo 

Ne" York had to wait until Decembcr 10, 1886, 
to hear the work, intro<luced to chem by thc Sym­
phony Society, conducted by Waltcr Damrosch 
(Leopold's son). Hcre, perhaps for the first time, we 
see a distinct '' atcrshe<l in critical reaction to the 
symphonies. The review in thc New York Tribune 
(December 12, 1886) wa~ complctely positivc: 

It \\as a bcautiful composicion, a !>ymphony which \\ill 
help to kecp Hcrr Brahmf> in the po'>ition he long ago 

1ºFor an illummacmg discu,sion of rhi~ mo\cmcnr scc Ray­
mond Knapp, "The Finalc of Brahm' \ Fourrh Symphony: The 
Tale of the Subjecr," 19th Century M11s1c, vol. 13, no. 1 (Sum­
mer 1989). pp. 3-17. Herc Knapp shoM "that Brahms con­
cei\ed the finale of his founh Symphony long before beginning 
work on the composirion ihelf, a circum\lance apparenll} 
unique in his experience wirh rhe genre," and in di\cussing the 
sourcc\ for Brahms's osrinato subjecr pmils rhat "Once \\C 

affirm that Buxtehudc's (I; minor) ciacona is, in mu\Ícal rerms, 
more rele\ant rhan Bach's cantata (No. 150), we may atso con­
sider orher possibte modeb as part of a general background." 

conquered as the foremost living musician of the time. 
... it is thc creation of a master rnind whose source of 
inspiration is lofty, whosc taste is refined, and who han­
dlcs che clements of musical composition with free and 
potent power dirccted to a definite and dignified end. 

Al last Brahms is awarded thc "master mind" sta­
tus that was so unceremoniously denied him when 
the Variations 011 a Theme by J. Haydn were pre­
miered in the United States. Not that ali critica! rcac­
tion changcd overnight, nor wcre ali the reviews of 
even this conccrt positive. lndeed thc New York 
Times painted the familiar picture, conc\uding: 

[The Fourth Symphonyl posscsscs ncither thc tuneful nor 
the tonal loveliness which mighc commend it to the com­
poser's foes, nor does it show the sciencc and ingenuity 
'' hich in our judgment const it ute his strongcst claim to 
a high rank among modern musicians. 

And yet it is acknowledged hcre that Brahms has at 
least "sorne" claim to a high rank among musicians 
of the day. 

By the time of 13rahms's death, April 3, 1897, crit­
ica! assessment had not only mcllowed, bue so far as 
emot ional content is concerned was in the process of 
a complete about face. The extcnsive obituary pub­
fü.hed in the New York Times gives a detailed sum­
mary of thc composer's lif c and an assessment of his 
music which includcs thc following: 

In profound ma~tcr1.hip of musical structurc, in assimi­
lation of thc vital organi~m of the art, no mastcrs save 
Bach and Bccihovcn have cxccllcd Brahms. 

Here, possibly for thc first time in America, Brahms 
joins thc grcat Germanic triumviratc. 
A~ to the cmotional content, thc obituary con­

tcnds that: 

The musical public has come to apprcciatc che austerity 
and restraint of hb mu!.ical style and to realize that be­
hind it líe!> a dcpth of feeling that is not always found in 
a more pas!>ionate utterance. 

This \entiment is al-.o found in two articles in the 
Sunday magaLinc of the New York Times, written 
by W. J. Hcndcrson. In thc first of thc two (April 
11, 1897) he a!>k~: 

Why dcny to the late Vicnnc!>e ma~tcr dcpth of fecling 
becau\e he fa-,hioncd thc expre.,~ion of that feeling with 
ali thc force of a gigantic mu sical intcllcct? Brahms' 

 



76 INTER-AMERICAN MUSIC REVIEW 

music grows slowly in popular favor because it is not easy 
for the careless hearer to grasp its inner spirit. 

The obituary concludes with the rather cautious but 
prophetic assertion that: 

When contemporaneous misapprehensions have died out 
and the world gets far enough away from Brahms to view 
him with a fair perspective, critica! historians will prob­
ably award him a seat of honor among the Titans of 
music. 

Two years provided enough distance for W. J. Hen­
derson to be sure of Brahms's place among those 
"Titans of music." He thus concluded his article of 
April 16, 1899, 

If we call Brahms obscure, we are imputing our own 
weakness as the fault of a man who is too great for us. 
It is not for nothing that we !ove best those of bis writ­
ings which we have most carefully studied. It is not for 
nothing that every decade adds to the number of those 
who see in him the highest expression of our present 
ideal. When music attains to fuller knowledge and nobler 
practice, it will grant him a due place among its foremost 
leaders, and to us who honor him as a monarch will suc­
ceed a generation which reverences him as a hero. 31 

31 1 am grateful to Dr. R. Knapp for pointing out the simi­
larities between this passage and Robert Schumann's article, 
"Neue Bahnen," Neue Zeitschriftfür Musik, October 28, 1853, 
p. 187. 
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BRAHMS'S WORKS PERFORMED IN THE USA (1855- 1899) 

Chamber Music 

Date Work locatwn Performers Notes 
No\. 27, 1855 Trio for violin, cello, and piano, New Yorl.., Dod\\orth's Memben ot lhe Ma~on-

Op. 8 Room Bergmann Quintette 
Dec. 26, 1855 Same Boslon, Chickering's W. Ma>on and membcrs of the 

Saloon Jl.lcndclssohn Quinlettc Club 
Dec. 29, 1855 Samc Same German Trio 
March 1873 Scxtct, Op. 36 Boston, Meionaon Mcndel>sohn Quinteltc Club 

No'. 20, 1874 Themc and Variations for string Philadelphia, Academy Thoma> Orchcscra 
orchema [from 1he Sextet, Op. 18] of Music 

Dec. 19, 1874 Same Brooklyn, Academy of Same 
Music 

Jan. 14, 1876 Cello Sona1a, No. 1, Op. 38 Boston J. Hartdcgen, J. E. Pe rabo 
Feb. 12, 1879 Se\tet Op. 18 Same Eucerpc 

Jan. 12, 1889 Themc and Variations for ming Ne\\ Yorl.., Metropolitan Philharmonic Society IThomas 
orchestra [from thc Sextet, Op. 181 Opera House 

:\1ar. 24. 1889 \'iolin Sonata, No. 3, Op. 108 Nev. Yorl.., Mendels~ohn MKhacl Banner. J·crdinand 
Glce Club Duld.en 

No~. 9, 1893 Strmg quartet Nev. York. Carnegie Knei,eJ Quartct 
Chamber :'.tusic Hall 

Overtures and Miscellaneou~ Orche!>tral \\ork~ 

Feb. I, 1862 Serenadc, No. 2, in A, Op. 16 Ne"' York. lrving Hall Philharmonic Soc1cty1Carl 
Bergmann 

May 29, 1873 Screnade, No. 1, in D. Op. 11 Ne"' York, Steinv.ay Hall Ne"' York Symphony/ Thoma\ "first time entire" 
Jan. 31, 1874 Variation~ on a theme b)· J. Boston, Music Hall Thomas Orche'>tra "ncw" 

Haydn, Op. 56a 

April 11, 1874 Same l:lrooklyn, Academy of llrool..lyn Philharmomc ''new'' 
Mu~1c Thoma' 

April 25, 1874 Samc Ne"' York, Steinway Hall Thoma., Orche~tra ''new•• 

Nm·. 20, 1874 Thcmc and Variacion~ for ming Philadclphia, Academy Same 
orchcma (from the Sextet, Op. 18] of Mus1c 

Dec. 19, 1874 Samc Broo~lyn, Academy of Samc 
Mu sic 

Jan. 8, 1875 Hunganan Dances (arr. Joachim) Philadelphia, Academy Same Nos. 1, 2, 3 
of Mus1c 

Jan. 16, 1875 Same Brooldyn, Academy of Same "ne"'" Nos. 1. 2, 3 
:'.1usic 

Jan. 18, 1875 Same Nev. York, Sccinway Hall Same Nos. l. 2. 3 

Jan. 20, 1875 Samc Boswn, !'l.tusic Hall Samc .. new" Nos. I, 2, 3 

Feb. 13, 1875 Same Balnmore, Con~rvatory Same "fint time" 

!'1.1arch 3, 1875 Same St. Louis, Jl.lercanulc Same 
Librar) Hall 

April 23, 1875 Same Clevcland. Case Hall Same 

May 12, 1875 Samc Cincinnati, Exposition May hs11val1Thoma' Nos. 1, 2, 3 
Hall 

May 3, 1877 Vanations on a thcme by J. Cincinnaci, Pile'\ Opera Thoma'> Orche1tra 
Haydn, Op. 56a House 
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Dar e Work Locarron Performers No res 

Aug. 18, 1881 Academic Fe\lÍ\al Ovcrlurc, Op. Chicago. E\PO\ilion Thomas Summer Gardens "first time in this country" 
80 Building Concerl~ [)o/I 

Oct. 14, 1881 Same Boston, Mus1c Hall Thoma\ Orchcstra "new""' l)ec. 

Oct. 28, 1881 Tragic Over1ure. Op. 81 Same Bo\lOn Symphony/ Henschel 

Oct. 31, 1881 Academk Fc\IÍ\"al Overiure, Op. Ne" Yorl.. Steinway Hall Musical Club1Thomas 
Jan. 

80 ]'IO\ 

NO\. 3, 1881 Samc Samc Symphony Socie1y/ Damrosch 

No\. S. 1881 Samc Same Sarnc rchearsal Nov. 3 De• 

No\. 11 (12), Tragic Overture. Op. 81 Ncw York. Acaderny of l'hilharmonic Soc1ety/Thoma~ 
feb 1881 :\lusic 

Nm. 21, 1881 i\cadcmic Fc,ti,al Overture, Op. Brooklyn, Acadcmy of Brooklyn Philharmonic/ 85 players 
\1al 

80 Mu sic Thoma\ 

Mar. 23, 1882 Samc Philadclphia, Academy Thoma\ Orche\tra 
of Music 

[)e( 

May 19, 1882 Tragic Overlure. Op. 81 Cincinnati, Mu~ic llall May Fc\lival /Thoma\ 
Ja 

May 26, 1882 Sarnc Chicago, E xpo~i11on Samc 
Building 

()(¡ 
Oct. 28, 1882 Scrcnadc. No. 1, in D. Op. 11 Boston, Music Hall Bo'>lon Symphony/ Hen\chcl 

Jan. 24, 1884 Hungarian Dance~ (arr. Joachim) St. Louis, Na1a1orium St. Loui\ Mu,ical Union/ De 
Waldaucr 

Variaiion\ on a thcme by J. Philadelphia. Academy Thoma' Orchesira 
Jai 

Fcb. 9, 188.i 
Uaydn. Op. 56a of :--1usic \I 

f·cb. 29 1!\1ar. Samc Brool.lyn Brool..tyn Philharmon1c 
l. 1884 \ll 

No\. 6, 1886 Scrcnadc, No. 2, in A, Op. 16 Bos1on !\lu\ic Hall Bo\lOn Symphony/ Gerickc "first time" \11 

:\lay 2, 1888 Tragic Overiure, Op. 81 Ne\\ York, Mc1ropoli1an von Bulo'' & an orche\tra of 75 \t 
Opera Housc 

Jan. 12, 1889 Theme and Varia1ions For string Same Philharmonic Socie1y / Thomas St 
orchcslra (from the se~tet, Op. 18) 

Jan. 15, 1889 Hungarian Dance\ NC\\ York, Stcinway Hall BO'>tOn Symphony/Gcricke :-lt 

Mar. 12, 1889 Acadcmic fc'>ll\al Overture, Op. Samc Samc 
80 D 

July 2, 1889 l lungarian Dance' (orchcsiratcd Chicago, Exposition Thorna\ Summcr Gardcn "first lime" 
by Dvofak) Building Conccrts D 

Feb. 617, 1890 Variations on a thcrnc by J. Brooklyn Brooklyn Philharrnonic? 11 

Haydn. Op. 56a Thoma'> J; 
March 7, 1890 Sarne Ne\\ York Philharmonic Socic1y/ Thomas Rehearsal March 6 
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Con certos 

Date Work Location Performt!rs Notes 
Dec. 9, 1871 Piano C'oncerto, No. 1, Op. 15 Boston. '.\lusic Hall Thoma\ Orche>tra \1aric Kreb\, (hl mmt. only) 

piano 

Jan. 12. 1872 Same Ne\\ York, Steinway Hall Samc ( 1 SI ffiO\"l. onlyJ 
Nm. 13. 1875 Same Ne" York, Academy of Philharmonic Soc1et> Carl Bcrg-

!\lus1c mann, Falk·Aucrbach, piano 

Dec. 8, 1882 Piano Conccrto, No. 2, Op. 83 Ncv. York, Academy of Philharinonic Society !Thoma; 
:'\lu;ic Rafael Joseffy, piano 

Feb. 24, 1883 Samc Philadelphia. Academy Thoma> Orchc\tra Rafael "new" 
of Music Jo>effy, piano 

Mar. 15. 1884 Piano Boston, Mmic Hall Bo\ton Symphon> Hen\chcl "tir\l limt:'" 
llcnjamin J. Lang, piano 

Dec. 11, 1888 Same Nc11 York. Stcinway Hall llo\ton Symphony/Carl 
Bacrmann, piano 

Jan. 5, 1889 Viohn and Cello Concerto, Op. Nev. York, Chickmng Thoma~ Orche;tra :'\ta-.. Bcndi-... 
102 Hall Víctor Herbcrt, >OlOi\l\ 

Dec. 6, 1889 Viohn Concerto, in D, Op. 77 Boston, Muste llall Bo\lon Symphon> Nikbch "first ttme in Boston" 
hanz Knei,cJ, 1iolin 

Dec. 17, 1889 Same New York, Steinway Hall Same (c:adcnza b> K ne1>elJ 
Jan. 16, 1890 Same Bahimore Same 

May 7, 1890 Same Cincmnati Same 

!\1a> 10, 1890 Same St. Louis Same 

;\lay 12, 1890 Same lndianapolis Same 

'-lay 15, 1890 Same Philadelphia Samc 

!\ta~ 7, 1891 Same Ch1cago. Central '.\lus1c Same [hl mo11. onlyJ 
Hall 

No1. 13, 1891 Samc Nc\1 York. Carnegic Hall Symphony Society/ Adolph 
Brodsky, 1 iohn 

No1. 11, 1893 Violin and Ccllo Concerto, Op. Boston. :'\h1'1c Hall Bo\lon Symphon> E. P:iur/ 
102 F. K11c1>el, A. Schroeder, ;oloim 

Dec. 14. 1893 Violín Concerto, in D. Op. 77 Brooklyn, Academ>' oí Scidl !:iociety1 Hcnri Marteau, 
Mu'k \IO!in 

Dec. 15 (16), Same Ncv. York Phtlharmonii; Society/Seidl/ 
1893 Hcrm .\1<1rteau, violin 

Jan. 20. 1894 Same C'hicago C'hicago Orchest ra/ Thorna' ' ''fiN time in Chicago" 
Henri Marteau, \ iolin 

Jan. 19, 1895 V1olin and Cello Concrno, Op. Chicago Auduorium Chicago Orche,tra1 Thoma\1 
102 E. Boegncr, B. Stcindel, \OIOl\l\ 

Jan. 22, 1896 Piano C'oncerto, No. 2, Op. 83 Bahimore, Academy of Bo~ton !:iymphony/ I:. Paur 
!\IU\IC R. Joseffy, piano 

Feb. 7, 1896 Samc Cincinnati , Pike', Opera Cincinnau S)•rnphony Van dcr 
Home Stud..cn1 R Jo~effy, piano 

Sep. 21, 1897 Same Worce<.ter, Mechamc\ Worce<oter County Mu\ic Fe;11val 
Hall Zerrahn/R. Jo~effy, piano 
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Choral Works 

Dore Work location Performers Notes {)¡ti 

Nov. 11 (20), Schick,alshcd, Op. 54 Iloston, Mus1c Hall Thoma' Orchc\tra!Sharland ()e\' 

1874 Cho rus 

Jan. 24, 1875 Ein deul\chc; Rcquicm, Op. 45 Ne\\ York, Clubhou~c Licdcrkranz Society/ Agrior (only in part) ? Ju 
Paur 

Ma} 11, 1875 Triumphlied, Op. 55 Cincinnati, Ewosition May Fe~thal/Thoma~ "first performance 
Building outside Germany" 

Oct. 8, 1875 Fm deutsches Requiem, Op. 45 Mil\\aukec, Mu\ic Hall Mu\1cal Society/W. Mickler \!al 
Dec. 16, 1875 1 iebe\licder WallLes, Op. 52 Same Sarnc Jan 
Dec. lfl, 1875 Schic~\ahhed. Op. 54 Cle\eland. Case Hall Vocal Socicty/ Alfrcd Arthur 

Apl 
Jan. 23, 1876 Samc Ncw York, 4th SI. Hall Licdcrkran1 & Thoma\ 

\ta 
Orchcma/ Paur 

Mar. 15, 1877 Ein deutsche\ Rcquiem. Op. 45 New York. Sreinway Hall Oraiorio Socicty/Damro~ch 
Ap 

NO\. 3, 1878 Sarne Cincinnati, Vercins-Halle Manncrchor/ 0110 Singcr 
Ap 

Fcb. 11, 1882 Alto Rhap\ody. Op. 53 Boston, Music Hall lfo~ton Symphony/G. Hcnschcl/ 
Mary How, \Oloist 

Jan. 5, 1883 Samc Ne" York. Academy of German LieJerkranz/ Antonia 
\lusic Hcnne, soloi~t 

April 27, 1883 Nanie. Op. 82 Milwau~ce. Academy of Musical Society/ E. Leuning Ju 

\1usic Fe 

Dec. 15, 1883 Rinaldo, Op. 50 Boston. :\lusic Hall Apollo Club/ B. Lang "first time in Boston" 

May 24, 1884 Ein deutschc\ Requiem, Op. 45 Cincinnati, \1u\ic Hall May Fcsthal/ Thomas Al 

Nov. 28, 1884 Four Songs, Op. 17 Brooklyn, Academy of Philharmomc Chorus, Brooklyn ,, 
\fu\ic Philharmonic Orchestra Thomas 

Jan. 26, 1888 Schicksal\lied, Op. 54 Boston Cecilia Society/ B. Lang Ja 

No\'. 7, 1888 Lin dcut\chc' Rcquicm, Op. 45 Chicago, Aud11orium Cecilia Society 

Dcc. 3. 1888 Samc Boston, \lu5ic Hall (ccilia Society/ B. Lang 

April 26, 1889 Licbc\licdcr Waltre~. Op. 52 Same l.loston Symphony/W. Gericke 
\1 

Jan. 31, 1890 Samc Nev. York, Mctropolitan Symphony Soc1el} /Damrosch (arr. Hermann) 
Opera Housc \1 

March 3, 1890 Narue, Op. 82 Ne\\ York, Carncgic Hall Mu~ical Art Socicty/I·. Damrosch J¡ 

July 2, 1890 bn deu!'.che\ Rcquicm, Op. 45 Obcrlin (OH), Firn Mu,ical Union/G. W. Andrew5 
Congregational Church 

Nov. 29. 1890 Feo;t- und Gcdcnk\pruchc, Op. Ncw York, Metropoli1an Symphony Society/ "first time in America" 
109 Opera Housc W. Damrosch 

Nov. 28, 1891 Ein Jeutwhes Rcquiem. Op. 45 Ncw York, Carnegic Hall Oratorio Society 

March 3, 1893 Schick,al,lied, Op. 54 Jl.lilwaukcc, Acadcmy of Mu\ical Society/ Thomas 
J\.lus1c Orchcma 

May 2S, 1894 Samc Cincinnati, \luo;ic Hall May Fcl>thal Thomas 

:0.1ar. 30, 1895 3 Motel\ for 4- anJ 8-part chorus. Ne\\ York, Carnegic Hall Mu,ical Art Society/ 
Op. 110 F Damrowh 

April 14, 1898 Ein deut\cheo; Requicm, Op. 45 Chicago Chicago Orche~tra/Thomas 

Jan. 24, 1899 Schick\al\licd, Op. 54 Worcester. Pilgrim Oratorio Society/ J. Vernon Butlcr 
Church 

May 11, 1899 Ein deuhche\ Requiem. Op. 45 Ann Arbor Mu\ic rcMival, Chora! Union, 
l.loo;ton Phllharmonic H. ZeitL 

 



Brahms in Nineteenth-Century America 81 

Solo Piano M usic 

Dale Work Locat1on Performer Notes 
Dec. 3, 1875 Variations and Fugue on a 1heme New Yorl.., Chickering Hans 'on Bulo'' 

of G. F. Handel, Op. 24 Hall 

? June 2, 1877 Variauon' on a 1heme by R. Chicago Carl \\'olf,ohn 
Schumann, Op. 9 

Adagio from an unnamed Sonata 

Ballade> 

Mar. 24, 1881 Glud.-Brahm' Ga\Olte Ne" York, Sceinway Hall han1 Rummcl 

Jan. 3, 1884 Hungarian Dance Same Hclcn Hopl..irk 

April 7, 1885 Ballade. Op. 10, No. 1 Same Samc 

Mar. 31, 1886 ln1ermeuo, Op. 76, No. 3 Boscon. As\ociacion Hall Mr\. H. H. A. Bcach 

April 5, 1887 Sonata, Op. 1 Ne\\ York. Broadway Ham von Bulo'' 
Thealre 

April 18, 1887 2 Ballade' from Op. 10 Same Same 

Variacion' on a Hungarian Song, 
Op. 21 

Scherzo, Op . .¡ 

June 6, 1887 Capriccio, Op. 76, No. Ne\\ York, ForrcM H111' Carl Baermann, Jr. 

Feb. 1, 1888 VariatiOn\ on a !heme by Bm1on, S1emer1 Hall '.\lilo Benedii.:1 
Paganini, Op. 35 

April 9, 1889 Sonata, Op. l. in e Ne'' York, Broad''ªY Han' 'ºn Bulo\\ 
Theatre 

'.\lay 1, 1889 Same Boston, '.\lusic Hall Same 

Jan. 3, 1890 Balladc. Op. 10. No. 2 Ne" York, S1ein\\ay Hall Eugcnc D'Alben 

Rhap\od1e, Op. 79, No. 1 or 2 

\'ariation' and Fugue on a 1heme 
by G. F. HanJel, Op. 24 

\fan:h 1890 Sonata, Op. 5, in f Bo!.lon, .\!u,ic Hall Ham 1.on Bulo\\ 

'.\larch 1890 Two Rhapsodie,, Op. 79 Samc Samc 

Jan. 14, 1892 Rhap,ody. Op. 79, No. 2 Ne"' York, Chickenng Leopold Godow,ky 
Hall 

Variation\ on a theme of R. 
Schumann, Op. 9 

Capnccio, Op. 76, No. 2 

ln1ermew, Op. 76, No\. 3 & 4 

Aug. 17, 1894 Hungarian Dance' (2) Farragul Casino R1ch.1rd Hotfm:m 

D~. 16, 1894 \'aria1ion' and Fugue on a theme Nev. Yorl.., Carncgie Hall lgnace Jan Padere" '>ki 
of G. F. Hamld, Op. 24 

Dec. 3, 1895 Variation' on a cheme by Ncw Ha\en, Conm:c- Same 
Paganim, Op. 35 ticut, H)perion Theacre 

Dec. 16, 1895 Same Pimburg, Carnegie Hall Same 

Dec. 18, 1895 Vanauon\ .ind Fugue on a theme Same Same 
of G. F. l lanJcl, Op. 24 

Dec. 28, 1895 Same Brool..l)n lmcitute of Samc: 
Arts and Sciem:e~ 

No\. 17, 1896 Vana11om on a theme of Ne"' York, Carncgie llall Moril Rmcnthal 
Paganim, Op. 35 

Dec. 9, 1898 Same Chicago Con\crvatory 1 eopold Godow\ky 

Jan. 16, 1899 Same Na\hville, TN, Mor11 RO\Cnthal 
Tabernacle 
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Date 

Fcb. 2, 1899 

Feb. 2, 1899 

J-eb. 9, 1899 

Feb. 28, 1899 

Mar. 8, 1899 

April 29, 1899 

Dcc. I, 1899 

Dcc. 2, 1899 

Dec. 18, 1899 

date unknov.n 

Fcb. 12, ycar 
unknown 

INTER-AMERICAN MUSIC REVIEW 

ll'ork Locat1on Performers 

Same Chicago, Cen1ral Mu\ic Samc 
Hall 

Sonata, Op. 5, in f Nev. York, Carnegie Hall Emil Sauer 

Same Chicago, Central !\1u\ic Same 
Hall 

Samc Boston, Mu~ic Hall Same 

Variation\ and Fugue on a thcme Boston, Stcincrt Hall Lcopold Godowsky 
of G. I·. Handcl, Op. 24 

Sonara, Op 5, in f Same Rafael Joseffy 

2 lntermcni, Op. 117 & 118 

Sonata, Op. 5, in f ? , Art Gallcric' Samc 

Variat1om on a thcmc by Boston, Stcinert Hall Mar~ llambourg 
Paganini, Op. 35 

Andanrc and SchcrlO, from Toronto, Ma,;cy Mmic Rafael Joscffy 
Sonata, Op. 5, in f Hall 

Hungarian Dance\, No. 3 & 7 New York, Steinway Hall Annette fa~ipoff 

Hunganan Dance\ (4 hands) Boston, Hall of the Frederick Bo~covllt am.I 
Apollo Club Mary Underwood 

Notes 
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Symphonies 

Date Work L<x:ation Performer Notes 

Dcc. 15. 1877 Symphony, No. l. in e, Or. 68 Ne\\ Yorl.., Steinway Hall Oamro\ch OrcheMra Damrosch "first time in America" 
Dec. 21. 1877 Samc Brool..lyn, Acadcm) of Brookl)n Ph1lharmonic 

:-tu~ic Thoma~ 

Dec. 22, 1877 Samc Ne" York. Academ) of Philharmonic So.:iety1Thomas 
'.\lus1c 

Jan.?, 1878 Same Nc\\ York Damro,ch Orche\tra? I 
Damro\ch 

Jan. 3, 1878 Samc Boston. '.\lu'>ic Hall Han ard Mu\irnl A~\ociation "first time m Bo\ton" 
lerrahn 

Jan. 16, 1878 Same Boston Thoma\ OrchC>lra 
Feb. 2, 1878 Samc Hanford, Robert \ Unkn0\\11 [Andante 0111)) 

Opera Hou\e 

Feb. 17, 1878 Unnamed Symphony (arr. piano 4 Cincinnati, '.\lu\ical Club Mr. Schneidcr, Mr. Mee' 
hands) 

~larch 3, 1878 5)mphon), No. 1, in e, Op. 68 !\lilwaukee. '.\lmic Hall Musical Socicl> \\'illiam .... 1 icl..ler 

NO\'. 3, 18"?8 S>•mphom, No. 2, in O, Op. 73 Nrn York. Steinway Hall Thomth "fir'>I time" Farewell 10 

Thoma' 
NO\. 28, 1878 S)mphony. No. 1, in e, Op. 68 Cincinnati, Collcge Hall Collegc of Mu\1c 

Theodore Thoma\ 

Dec. 10, 1878 Symphon). No. 2, in D. Op. 73 Ne" York, Steinway Hall Philharmonic Socict)' Neuendorff 

Dec. 10, 1878 Same ~hlwaul..cc, Academ) of Mu'>ical Society1 \\'illiam '.\li.:l..ler 
'.\tusic 

Jan. 9, 1879 Same Bos1on. '.\lu'>ic Hall Har\'ard l\tu\ical A \\ociauon ''firM time in Boston" 
Carl Zerrahn 

Feb. 27, 1879 Same Same Same 

\lay 1.i. 1879 S)mphony. No. I, in e, Op. 68 Cincinnati Cincmnati Orche\tra? 

Jan. 8, 1880 Symphon), No. 2, in D, Op. 73 Cincinnati, Collcge Hall Collegc of l\tu\1c · Thoma\ 

No\. 16, 1880 Symphony, No. !, in e, Op. 68 NC\\ York DanHO\Ch Symphony Socicty rehear\al No\ . .i 
April 8 (9), S)•mphony, No. 2, in D. Op. 73 Same Philharnmn1c Society 
1881 

Occ. 24, 1884 Symphony, No. 3, in F. Or. 90 Ne" York, Steinway Jlall Novehy Conccrt' 1-ranl Van de 1 'nev. '' 
Stuclen 

Nov. JI, 1884 Same Ho'iton !\lu>1c Hall Bo,ton Symphon~ tGericl..c "rir~t time" 

Nov. 14 (15), Same New Yorl, Scein"ªY Hall Philharrnonic Society 'Thoma~ (fir,l performance) 
188.i (Academy of Mu,ic 

?OdellJ 

Dec. 8, 1884 Same Philadelphia. Academy Thoma' Orche,tra ''nC\\'01 

of Music 

July 16, 1885 Same Chicago, Armory fhoma' Summcr GarJcn ''ne\\·'' 
Buildings Concerl\ 

Jan. 22, 11186 S)mphon>, No. 4, in e, Op. 911 Bo'iton, !\lu\1c Hall Bo,ton Symphon) Gericl..e "fir'it time" 

Feb. 13, 1886 Symphony, No. 1, in e, Op. 68 Balumore. Con\ervatory Pcabod) lmtitute, A\gcr 
llamcril.. 

Sept. 22, 11186 Same Worce,ter. ~lcrhamc\ Worce\ter County Mu~ical 
Hall A\\ociation/ Carl Zcrrahn 

Nm. 29, 18116 Symphony, No. 2, in D. Op. 73 Broollyn, Academ) of Broo~lyn Philharrnonk "firsl time in Brool..lyn" 
l\lmk Thomth 

Dec. 10(11), Symphony, No. 4, 111 e, Op. 98 Ne"" Yorl.., Me1ropoli1an Symphony Soc1ety/ "tin.t time" 
1886 Opera Hou'c W. [)amrmd1 

Dec. 29, 1886 Symphooy, No. 2, in D, Op. 73 Philadclphia, Academy fhoma\ Orchc,tra "firM time" 
of Mu,1c 
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Date Work 

Jan. 14. 1887 Symrhony, No. 4, in e, Or. 98 

Feb. 17. 1888 Same 

Feb. 9, 1889 Symphony, No. 1, in e, Op. 68 

Jan. 31, 1890 Samc 

Feb. 24, 1891 Symphony, No. 2, in D. Op. 73 

May 14, 1891 Samc 

May 4, 1892 Same 

Dec. 8, 1892 Symphony, No. 3, in F, Op. 90 

Fcb. 3 (4), Symphony, No. 2, in D. Op. 73 
1893 

feb. 17, 1893 Symphony, No. 4, 111 e, Op. 98 

Jan. 11, 1894 Symrhony, No. 1, in e, Op. 68 

Jan. 18, 1894 Symphony, No. 2, in D, Op. 73 

Fcb. 7, 1894 Symphony. No. 1, in e, Op. 68 

feb. 9, 1894 Same 

May 24, 1894 Symphony, No. 4, in e, Op. 98 

Nov. 23, 1894 Symphony, No. 2, m D. Op. 73 

Nov. IO, 1897 Symphony, No. 3, in F. Op. 90 

INTER-AMERICAN MUSIC REVIEW 

Locat1on Performerl 

New Yorl New York Philharmonic/ 
Thomas 

Philadelphia. Academy Thomas Orchema 
of Music 

New York Philharmonic Society 

Samc New York Symphony/ 
W. Damrosch 

Same Boslon Symphony 

louisvillc, Auditorium Boston Symphony/ 
Arlhur Nikhch 

Cleveland, Music Hall Samc 

New York, Chickering Do\lon Symphony/ ?Nikisch 
Hall 

Ncw York Symphony Orchcma/Damrosch 

Chicago, Auditorium Chicago Orchema/Thomas 

New York BO\IOn Symphony/Paur 

St. louis, Music Hall Symphony Society/ 
Joseph Ottcn 

Philadelphia, Academy Doston Symphony/ Emil Paur 
of Music 

Chicago, Auditorium Chicago Orchestra/ Thomas 

Cincinnati, Music Hall May fe~tival/Thomas 

Chicago, Auditorium Chicago Orche\tra/ T homas 

Baltimore, Music Hall Boston Symphony/ Gericke 

Notes 
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